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		“[T]he	question	of	the	archive	is	not,	we	repeat,	a	question	of	the	past.		It	is	not	the	question	of	a	concept	dealing	with	the	past	that	might	 already	 be	 at	 our	 disposal	 or	 not	 at	 our	 disposal,	 an	






















































































































































































































				 	 	 					 																Image	3.1	Map	of	India	(Source:	http://www.worldmapv.tk/india-map-26/		Accessed	Oct	30,	2015)			 				
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	 In	Keezhara,	marginalization	is	tied	to	the	artists’	Pulaya	caste	status.	The	caste	system,	a	ranking	hierarchy	within	Hinduism,	is	particularly	complicated	in	Kerala.	The	caste	ranking	hierarchy	of	Kerala	most	closely	resembles	sociological	ideal	type	conception	of	the	Hindu	caste	hierarchy	in	that	almost	every	caste	group	is	said	to	occupy	a	unique	and	practically	unquestioned	rank,	either	higher	or	lower	than	the	rank	of	each	local	caste	group.	(Alexander,	1968,	p.	1071).			K.	C.	Alexander	goes	on	to	explain	the	descending	hierarchy,	starting	with	the	highest-order	caste:	Brahmin,	Kshatriya,	Antaralajati,	Sudra,	Kammala,	Patita	Jati,	Nicha	Jati,	and	finally	the	Extra	Jati.		The	Pulayas,	part	of	the	Nicha	Jati	caste,	are	considered	to	be	pollution	within	a	community;	in	fact	the	word	pulaya	originates	from	pela,	meaning	birth	and	death	pollution.	(Alexander,	1968).		J.	J.	Pallath	articulates	one	explanation	of	these	complicated	dynamics,	asserting	that	the	Theyyam	Festival	creates	an	environment	that	supports	a	caste	status	reversal	between	the	Pulayas	and	the	upper	caste,	but	that	the	specific	way	in	which	that	reversal	plays	out	within	the	Theyyam	festival	favors	the	caste	hierarchy	and	does	not	alter	or	disrupt	the	power	structure,	but	rather	reinforces	it:		 The	ritual	status	reversal	practiced	in	the	theyyam	performance,	forms	an	effective	defense	mechanism	both	for	the	Pulayas	and	for	the	upper	caste.				The	Pulayas	overcome	their	unconscious	fear	of	the	landlord	[upper	caste]		 by	identifying	themselves	with	the	latter,	and	the	upper	caste	overcome		 the	fear	of	the	spirit	world	by	allowing	the	Pulayas	to	identify	themselves		 with	the	evil	spirits.	In	this	way	the	upper	castes	believe	that	the	
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3.2.4 Press	Coverage		Within	the	first	few	days	of	my	visit,	a	friend	of	Dhanaraj’s	who	worked	for	a	local	Malyalam	paper	asked	me	to	write	an	article	about	my	visit	to	Keezhara,	in	large	part,	as	he	explained	it,	to	help	inform	the	town	of	who	I	was,	where	I	came	from,	and	why	I	had	arrived	with	a	variety	of	technical	equipment.		Dhanaraj	agreed	this	would	make	sense	and	help	to	explain	my	presence	to	the	community,	who	would	respect	his	guest,	but	for	whom	Western	visitors	were	not	common.		Additionally,	the	Theyyam	artists	did	not	allow	just	anyone	to	document	their	work,	and	though	Dhanaraj	had	been	photographing,	filming,	drawing,	and	painting	them	for	years,	my	visit	was	the	first	time	he	asked	them	to	allow	another	person	to	participate	in	documenting	their	work.													 Image	3.15	An	Article	from	a	Malyalam	paper	on	my	third	day	in	Keezhara	during			 a	Vellatam	performance.	I	am	on	the	right	with	headphones,	holding	a	microphone,			 										 and	Dhanaraj’s	son	Sidu	is	standing	next	to	me	assisting	with	the	recording.				
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accessed	via	the	Internet,	for	the	growing	collection	and	associated	materials	of	creative	response.									Image	4.11	is	the	home	screen	of	the	mobile	application	where	users	can	select	their	preferred	language—Arabic	or	English.	(left)	Image	4.12	is	an	example	of	the	page	a	visitor	would	navigate	to	after	entering	the	number	of	the	photograph	they’d	like	to	learn	more	about.	The	page	shows	the	photograph,	provides	a	written	description,	and	has	an	audio	recording	that	one	can	listen	to	in	the	selected	language	(right).	The	mobile	app	can	be	accessed	at	www.lwfexhibition.ae,	and	requires	the	user	to	enter	a	photograph	number	between	1	and	392.	The	audio	files	contained	within	this	application	are	also	included	on	the	associated	CD-ROM.		 	 	 	I	also	prepared	the	Lest	We	Forget	video	and	audio	content	for	the	exhibition,	and	integrated	some	of	the	digital	media	content	with	analog	devices	in	the	installation	spaces.		The	best	example	of	this	was	working	with	a	digital	video	recording,	taken	by	a	student	on	her	phone	off	of	a	television,	and	transferring	it	to	a	VHS	tape	that	could	then	be	played	on	a	VCR	player	connected	to	a	very	old	television	that	an	Emirati	family	had	in	their	home,	then	donated	to	the	exhibition.	 					
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				Image	4.13	This	photograph	is	of	an	old	television	set	donated	by	an	Emirati	family.		Playing	on	loop	on	the	television	is	an	old	VHS	of	the	hair	toss	dance,	a	traditional	Emirati	dance	performed	at	weddings	and	celebrations.						
4.3.5 Additional	Contributions			 As	an	artist	and	outsider	to	the	Emirati	community	it	is	worth	mentioning	how	my	role	differs	here	from	the	previous	case	study,	and	how	this	difference	impacts	the	development	of	creative	response	projects,	how	they	are	received,	and	their	impact	on	the	person	who	is	creatively	responding.		 In	this	case	study,	Emirati	girls	were	the	artists	of	creative	response,	while	I	served	as	a	mentor	to	them	during	the	process.		This	is	of	course	different	from	the	Theyyam	case	study,	where	I	was	an	outsider	to	Keezhara	who	was	creatively	responding	to	cultural	material.		One	important	question	becomes	how	different	it	is	to	have	someone	that	does	not	have	direct	experience	with	the	artifacts,	developing	creative	responses	to	them?		One	lesson	I	learned	through	the	LWF	project	was	how	direct	personal	experience	with	and	memory	of	artifacts	one	is	responding	to	complicates	the	creative	response	process.		The	creative	responses	that	result	are	richer,	and	have	greater	capacity	to	connect	
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led	to	suspicion	and	concern	about	his	actions:			One	Friday,	early	on	in	my	research	on	Mombasa	Old	Town’s	Islamic		 sound-	scape,	I	set	out	to	make	an	audio	recording	of	an	amplified	khutba		 from	a	window	of	the	flat	I	had	rented	in	the	neighborhood.		Though	I	was		 trying	not	to	be	conspicuous,	neither	was	I	attempting	to	hide	what	I	was		 doing,	naively	confident	in	the	knowledge	that	neither	Kenyan	law	nor	my		 professional	ethics	dictated	that	any	permission	was	necessary	to	record		 a	‘public	broadcast’.	(p.	200).		Having	found	out	later	that	his	actions	had	caused	suspicion	within	the	community,	Eisenberg’s	response,	was	similar	to	my	own	posed	above,	as	he	considers	“how	[the]	act	of	recording	a	public	broadcast	could	be	seen	as	threatening.”	(p.	200).	Eisenberg	gives	a	glimpse	into	the	complexities	and	dynamics	of	the	relationship	between	Mombasa	Old	Towne’s	Islamic	community	and	the	dominant	Christian	class,	who	embody	the	authority	of	the	Kenyan	state.		While	the	recording	itself	was	not	inherently	problematic,	the	concern	over	his	recording	and	presence	in	the	community	was	that	he	was	possibly	a	spy,	and	there	was	concern	in	the	community	for	safety	in	places	in	Mombasa,	and	possibly	Kenya	at	large.	Keeping	this	in	mind,	I	tried	to	talk	to	people	at	the	mosques	and	in	the	surrounding	community	when	I	could.		I	felt	strengthened	by	the	goals	of	the	project	and	my	activist	intention	to	build	awareness	and	break	down	barriers	and	assumptions	about	Islam	and	about	Muslim	communities,	even	those	that	do	not	sound	the	adhan.	I	felt	that	the	ethical	challenges	of	passing	through	communities	were	outweighed	by	the	valuable	work	of	disseminating	the	adhan	and	educating	people	about	the	beauty	and	nuance	of	this	sacred,	global	sound.		Though	not	traditional,	this	research	aims	to	be	in	service	of	Muslim	communities,	and	is	conducted	with	ethical	consideration	for	the	people,	communities,	and	culture	that	it	explores.	
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5.3 Section	Three:		The	Exhibition	


































5.3.6 Analytics			 In	order	to	capture	data	about	the	web	based	sound	map,	including	who	accesses	it,	from	where	in	the	world,	and	how	often,	I	added	Google	Analytics	a	type	of	customized	filter,	to	my	website.		The	aim	of	the	Sonic	Storyboard	is	to	bring	awareness	to	the	nuance	of	the	call	to	prayer,	and	by	extension,	to	disrupt	assumptions	of	Islam	and	to	bring	awareness	of	the	adhan	from	different	places	around	the	world.	Here	I	will	discuss	some	of	the	analytics	data	from	the	site	as	well	as	my	observations	and	conclusions	based	on	the	data.					 	One	aim	of	this	project	was	to	help	create	a	repository	of	recordings	of	the	adhan	from	mosques	around	the	world.	All	of	the	projects	discussed	in	this	dissertation	aim	to	ensure	that	some	form	of	the	recorded	material	makes	its	way	back	to	the	communities	from	where	it	was	recorded,	and	for	this	project	the	sound	map	serves	that	purpose	as	well.	The	field	recordings	associated	with	the	Sonic	Storyboard	were	recorded	by	people	from	different	places,	and	taken	of	mosques	around	the	world.	As	a	result,	returning	recordings	of	the	adhan	to	each	community	poses	several	challenges.		The	web	presence	of	the	sound	map	aims	to	mitigate	some	of	those	challenges	by	making	the	recordings	openly	available	to	any	who	have	access	to	the	Internet.	The	challenge	inherent	in	this	approach	is	that	it	is	difficult	to	know	if	the	recordings	posted	on	the	sound	map	are	being	accessed	at	all,	if	so	by	whom,	and	with	what	frequency.			 In	order	to	attempt	to	answer	some	of	these	questions	I	added	Google	Analytics	to	my	website,	www.dianachester.com,	and	ran	several	site	usage	queries.		The	website	is	comprised	of	four	main	pages,	accessible	via	icon	navigation	at	the	top	of	the	page.		These	are	the	about	page,	the	projects	page,	the	
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music	page,	and	the	photos	page.		The	home	page	of	the	site,	www.dianachester.com	is	easily	accessible	via	a	search	engine,	but	is	not	easily	accessible	within	the	site,	except	via	a	small	“home”	icon	in	the	bottom	left	footer	of	the	page.			 Google	Analytics	provides	a	free	robust	overview	of	the	usage	of	a	given	website,	giving	the	owner	an	opportunity	to	gain	critical	data	about	the	site	through	a	highly	customizable	dashboard.		Some	of	the	tools	that	are	offered,	which	I	will	focus	on	in	this	section,	include:	data	on	the	number	of	users	that	visit	the	site,	the	order	in	which	those	users	access	the	different	pages	of	the	site,	the	timeframe	of	the	visit,	and	access	and	usage	based	on	geography.		The	analytics	tool	also	allows	site	administrators	to	set	customized	parameters	and	goals	based	on	their	needs	and	interests.	Note	that	the	sound	map,	which	is	the	main	focus	of	enquiry	here,	is	embedded	on	the	projects	page	of	the	website,	and	as	a	result	the	analytics	for	this	page	apply	to	all	projects	represented	on	the	project	page,	and	not	the	sound	map	alone.			 Between	August	18,	2015	and	December	18,	2105,	there	were	840	discrete	sessions	during	which	my	website	was	accessed.	Of	those	840	sessions,	the	projects	page	of	the	site	was	accessed	during	113.		We	can	see	in	Image	5.4	below	the	geographies	in	the	world	from	where	people	accessed	the	projects	page	of	the	site	from	August	18,	2015,	to	December	18,	2015.	These	dates	were	chosen	as	they	represent	a	quarterly	look	back	from	the	moment	I	penned	this	section,	and	can	be	run	regularly	for	the	most	up	to	date	results.		 I	created	a	segment	in	Google	Analytics	to	search	specifically	for	those	sessions	where	users	accessed	the	projects	page.	The	search	yielded	113	discrete	sessions,	the	majority	of	which	originated	in	the	United	Arab	Emirates.		Of	these	
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													 	 Image	5.5	visual	graph	showing	countries	from	where	users	accessed	the			 	 projects	page	of	my	website	between	August	18,	2014	and	December	18th	2015.			 Given	that	there	is	no	good	way	to	determine	whether	or	not	a	user	was	specifically	targeting	the	sound	map,	this	data	is	not	a	good	gauge	of	determining	interest	in	the	sound	map.		However,	this	data	is	important	in	understanding	the	users	who	have	likely	seen	the	sound	map,	as	it	is	visible	once	a	user	enters	the	project	page.		Seventy-one	users	accessed	the	projects	page	as	their	starting	page,	meaning	they	navigated	directly	to	the	project	page	from	a	link	or	a	post,	or	via	a	search	engine.		Twenty-seven	users	accessed	the	projects	page	through	their	first	interaction,	14	users	accessed	the	projects	page	on	the	second	interaction,	13	on	the	third	interaction,	5	on	the	fourth	interaction,	and	4	on	the	fifth	interaction.		Of	the	71	users	who	accessed	the	projects	page	as	their	starting	page,	11	accessed	the	page	a	second	time	within	their	first	four	interactions	with	the	site.	Working	from	the	assumptions	stated	above,	this	would	mean	that	98	
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Lunch	and	rest	5:00pm	Back	to	temple	grounds	for	Vellatam	prep,	face	make-up	costumes	6:30pm	Vellatam	character	does	tiger/man	dance.	8pm	Back	to	House	for	dinner	and	rest	12am	Back	to	temple	for	Theyyam	2am	back	to	house	for	rest.		Morning:	Puliyoor	Thottam											Image	B3			 	Afternoon:	Puliyoor	Kannan	Vellatam											Image	B4	 	 	 	 				Image	B5										
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Sonic	Connections	between	Exhibitions	(Shadows	of	Exhibitions):		It	could	be	interesting	to	capture	sound	recordings	of	each	exhibition	to	include	in	future	exhibitions	of	Lest	We	Forget.	This	process	would	capture	the	interaction	of	the	community	with	the	archival	objects	on	display,	and	in	so	doing	capture	a	moment	in	the	living	history	of	the	UAE,	a	moment	of	reflection	on	the	past.		It	could	be	very	interesting	to	layer	soundscapes	of	interaction	from	each	exhibition	into	the	next	exhibition,	as	a	starting	place	for	a	point	of	overlap	between	the	content	and	subject	matter	of	each	exhibition.	Perhaps	a	space	in	each	exhibition	could	be	dedicated	to	this	idea			 		Day	1	Wed.,	Oct.	29	 Morning	Session	Introduction	to	sound	workshop	Exploration	 of	 ideas	 for	 incorporating	 sound	 recording	 into	 LWF	exhibitions		Lets	think	about	the	relationship	of	form,	visual	and	sonic.			
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• Fitting	 sound	 to	 image	 –	 example	 from	 Travelling	 Cortex	Website	–	pairing	something	with	imagery	even	after	the	fact.	
• Looking	 at	 what	 the	 image	 is/doing/conveying	 and	 finding	 a	sonic	environment	that	matches	that.		This	may	not	be	the	first	thing	that	comes	to	mind.		Visualization	Exercise:	Think	of	an	image,	once	you	have	it	 in	your	mind	recreate	it.	 	You	can	draw	it	or	describe	it.		Do	that	for	5	minutes.		Now	work	with	a	partner	and	 describe	 your	 images	 to	 one	 another.	 	 Now	 your	 partner	 should	write	 down	 three	 ideas	 for	 sonic	 accompaniment	 to	 your	 image	 and	then	hands	it	back.	 	You	should	then	review	the	three	suggestions	and	identify	why	one	of	them	would	work	best.	(What	aspects	of	that	image	are	you	highlighting?	 	What	 in	that	photograph	do	you	want	someone	to	 see?	 	 Is	 it	 the	 clothes,	 the	buildings,	 etc?	–	We	need	 to	 think	about	how	 the	 sound	 is	 creating	 a	 harmonious	 accent	 to	 the	 image.)	 	 The	sound	is	present	for	a	reason	it	is	supporting	the	telling	of	a	story.						Afternoon	Session	Best	practices	and	techniques	for	recording	sound	Interview	and	field	recording	exercises		Hand	 out	 Zoom	Technical	 Data	 Sheet	with	 some	 very	 basic	 details	 of	recording	 and	 interviewing	 for	 best	 quality.	 	 Students	 will	 need	 to	explore	 and	 experiment	 with	 these	 tools,	 partnering	 and	 doing	exercises,	etc.		
HW	 Assignment:	 Record	 3	 things.	 	 I	 want	 you	 to	 record	 your	 own	thoughts,	 descriptive	 or	 otherwise	 about	 a	 piece	 in	 the	 exhibition.		Record	 an	 interview	 of	 a	 friend	 or	 family	member	 telling	 a	 story,	 or	recalling	 a	moment	 in	 time	 related	 to	 an	 image.	 	 Record	 an	 ambient	sound	 from	 your	 surroundings	 that	 seems	 to	 have	 a	 narrative	connection	to	an	image	from	the	exhibition.	Day	2	Wed.,	Nov.	5	 Morning	Session	Critique	of	collected	sound	clips	Color	Palette	Underlying	Ambient	Sounds					Afternoon	Session		Introduction	to	sound	maps	Exploring	how	sound	maps	can	be	developed	for	LWF	Sound	map	techniques		Day	3	Wed.,	Nov.	12	 Morning	Session	Critique	of	sound	map	assignments			Afternoon	Session	
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Work	on	sound	maps		Day	4	Wed.,	Nov.	19	 Morning	Session	Critique	of	sound	map	assignments			Afternoon	Session	Introduction	to	in-exhibition	sound	stations	Exploration	of	in-exhibition	sound	stations	for	LWF			Day	5	Wed.,	Nov.	26	 Morning	Session	Critique	of	in-exhibition	sound	station	assignments		Afternoon	Session	Introduction	to	sonic	recording	of	exhibitions	Exploration	of	how	sonic	recordings	could	be	developed	for	LWF	Exercises	in	sonic	recordings		Day	6	Wed.,	Dec.	3	 Morning	Session	Critique	of	sonic	recordings	for	exhibitions			Afternoon	Session	Exploration	 of	 integrating	 these	 sound	 recording	 elements	 for	 LWF	exhibitions,	archive	and	website		 		 												 	
